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TRADITIONAL METHODS AND TECHNIQUES 
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In a country with ancient traditions, such as China, 
true originality must be built upon the methods and 
attainments of the past. There is perhaps no better way 
to open a discussion of Chinese painting than to refer to 
the Hsieh Ho Liu Fa, the Six Canons of Hsieh Ho. 
During the Northern Ch'i Dynasty this poet and critic 
formulated a set of principles governing the objectives 
and techniques of painting, and over the fourteen 
centuries which have followed, his Six Canons of Paint- 
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ing have been widely accepted. The Liu Fa, in the 
opinion of the Chinese masters, do not standardize the 
styles of scholarly painters, but offer a means of 
heightening and crystallizing their individuality, With a 
discerning and discriminating mind, an artist’s technical 
skill must evolve to a high level before he is truly ready 
for self-expression. Then the brush becomes the medium 
by which he can interpret and express his inner feeling. 

| shall attempt to condense and restate the Six 
Canons of Hiseh Ho in such a manner as to make them 


~ eadily comprehensible. In the list that follows, it will be 


that: the first canon has to do with the state of mind 


Be, Ae e 全 NS ainter. The other five deal largely with methods 
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Y Des Each canon is in two parts, 


/ The spirit of painting (Ch’i-yun), 
lity (Sheng-tung). 
| H Natural form and structure PEL and 


e (ing: i and the brush and ink techniques 
employed (Hsiang-hsing). 

Canon 4. Color (Sue-lei), and its application (Fu- 
ts'ai). 

Canon 5. Composition (Ching-ying), and the selec- 
tion of subjects (Wei-ch'i). 

Canon 6. Study of classic paintings (Chuan-mo), 
and the copying of ancient masterpieces (I-hsieh). 


The chapters that follow contain discussions of all 
these principles and procedures, but not always in the 
order of the canons listed. Rather than expound the 
canons, | have followed them in only a general way, 
setting forth simple outlines as a primary text for the art 
student. These may also supply information for those 
concerned only with art appreciation. 

The first canon, rhythmic vitality, is abstract, and is 
regarded as the most essential feature in a work of art. 
It is difficult to define its import, because it is directed 
toward the spirit of the onlooker rather than toward his 
intellect. It may be said that its expression is a sponta- 
neous outflow of the painter’s own spirit. The painting 
reveals an artist’s innermost feelings toward the forces 
that enliven every form in nature. Rhythmic vitality 
may be defined as the spirit existing in the rhythm of 
the universe. Through its use the artist tries to express 


the creative essence, the soul, and not the outward form. 

We must bear in mind that a work of art is creative 
rather than imitative. Deft skill and sure technique, as 
covered by the other five canons, will help the artist to 
attain his purpose, in creating a painting that gives the 
obvious surface meaning together with a profound inner 
message. Since he desires to express the essential essence 
of his subject through its outward form, the Chinese 
artist must always have its rhythmic vitality uppermost 
in his thoughts. His painting will have living beauty if it 
arouses emotion in the spectator, who thus becomes a 
collaborator. 

Only when a student has become familiar with all six 
canons will he sense the intimate relationship between 
the rhythmic vitality that flows through all forms of 
nature and the living beauty of his creation. A good 
painting must always have this quality of creative 
beauty, revealing the spirituality of the painter as well as 
his profound mastery of the brush. This canon is closely 
related to the beholder, because discernment is depen- 
dent upon both his aesthetic and his imaginative capabi- 
lities, Traditionally, the Chinese artist is a scholar, a 
self-effacing man of culture, not a person concerned 
merely with pictorial representation. Thoroughly con- 


versant with the history and traditions of his country, | 08 


well versed in its poetry and other literature re. 
painting as the medium for expressing his 
all that is beautiful in the world around hj 


intention of writing an erudite commentary omthe— 
historical development of Chinese art, (orahe e problems |. 
which have arisen druing past centu 65.< 
trying to say comes from my long years of ex ) 
| have confined myself to what | consider e 
shall augment the text with appropriate illust 
my work. It is my earnest wish that the reader may learn 
the principles of Chinese painting, and be enabled to 
improve his work and increase his enjoyment of it, in 
whatever school he has been trained. 


AA 


PAINTING MATERIALS 
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Essential tools and equipment needed for painting 
in the Chinese manner are few: brushes, ink and ink- 
stone, water colors, paper, containers for paint and 
water. 


Brusnes. Three kinds of brushes are generally used: 

A stiff brush with a sharp point, made from deer, 
horse, or wolf hair, is used for calligraphy as well as 
painting. Such brushes come in three bristle sizes—long, 
medium, and short—and all will prove useful for outline 


work and for thin, fine lines and dots. To prepare this 
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ush for initial use, dip the bristle in water to half its 
only; then, holding the handle horizontally, 
gent]y loosen the tip by a slight downward pressure. 

A, soft brush, without a sharp point, made from goat, 
, or sable hair, is used for freehand work such as 
ting heavy branches, large leaves, and flower 
Is, and for applying ink or color. The entire bristle 
$ softened before use. 

A wide, soft brush with no point is used for back- 
ground work or washes. One of these is sufficient unless 
the artist becomes involved with many large paintings. 

Brush handles are always made of bamboo, as shown 
in the photographs on page 23. Brush prices range 
widely, depending on quality. The Chinese brush is a 
subtle and plastic instrument, extremely versatile and 
susceptible of an almost infinite variety of strokes. A 
skillful artist can manipulate it to produce lines sharp 
and concise, broad and quivering, light or dark, all 


according to the requirements of the subject. The 
pigment may be spread to strong strokes or thinned to 
delicate shades at his pleasure. Without breaking his 
stroke, he may change from a broad to a narrow line, 
from an irregular mass to a smooth and slender shading, 
and he may quicken or reduce his speed at will. 


The ink and inkstone, Chinese artists mix their own ink. 
Prepared ink which comes in bottles should never be 
used, for it does not express fine shadings. Ink is pre- 
pared for use by grinding pigment from a Chinese black 
ink-stick or block. The ink-stick is made by impregnating 
gum with soot from pine smoke. Place a few drops of 


water on an inkstone and grind the ink-stick against it. 
Two or three hundred turns of the hand, depending on 
the pressure, will make enough for immediate use. Fresh 
ink should be made at the beginning of each day’s work. 
The inkstone is flat and may be carved in various 
shapes, and with decorative patterns. Many beautiful 
ones have been made from early Chinese history, and 
these are precious to the collector. The novice, however, 
may use a simple inkstone which is not expensive. One 
of good quality should be washed clean after after use to 
preserve its fine surface, 
Water colors, The following pigments are used: red, 
yellow, blue, orange, white, stone blue, and stone green. 
Transparent colors are red, yellow, blue, and orange. 
Opaque colors are white, stone blue, and stone green. 
Chinese water colors are made in either pellet or 
powder form. Their dyes are derived from vegetable 
juices in some cases: yellow from the bark and sap of 
rattan, blue from indigo. Black comes from the soot of 
pine mixed with oil or gum. Some colors are obtained 
entirely from minerals: red from cinnabar and coral, 
blue from lapis lazuli, yellow from orpiment, white from 
white lead (poisonous) or burnt oyster shells, Chinese 
painters of long ago ground small white pearls for their 
white powder. All colors except yellow have an addition 


of animal glue which imparts a strong, characteristic —— 
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odor. 
These pigments may be used if the artist desires, 


water colors made by Western manufacturers are why ll 


adequate. a 
Paper, Non- absorbent paper with a hard finish, tr eat 
with alum, \ 
Chinese paper is not at hand, use i) water-color pa 
available at art-supply stores. 

Absorbent paper, commonly called rice paper though 
made from cotton, has a fine, soft texture. It takes much 
practice and skill to paint on such a surface. If too much 
water remains on the brush, the ink or water color will 
spread when applied, making it difficult to draw the 
shape desired. On the other hand, if the brush is too dry, 
completing a stroke is difficult if not impossible. Only 
after experimenting with his brush and mastering the 
technique can a student learn to apply quick brush 
strokes on absorbent paper, with the spontaneity and 
suppleness of line so characteristic of Chinese painting. 
All strokes must be made rapidly and without hesitation, 
from beginning to end. The impression of spontaneity 
given by Chinese art is effected by the rapidity of the 
artist’s brush strokes. 

The earliest Chinese painting, before the invention 
of paper, was done on silk. Modern artists still paint on 
silk occasionally, but paper, because it is less porous, 
is better suited to either delicate or strong brush strokes. 
In China drawing paper is made form hemp, mulberry, 
and bamboo, as well as cotton. 


Containers. Three or four small white plates will serve 
for mixing and testing pigments. They should be careful- 
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ly washed after each use, so that colors are always clean. 
Any vessel that holds water can be used for washing 
brushes. 

All the materials enumerated are available at Chinese 
shops dealing in paper and stationery items, and are 
usually found in large American cities. 
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HOW TO HANDLE THE BRUSH 
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In Chinese painting the paper is laid on a flat surface 
at table level. Sit with good posture in a straight-backed 
chair. After preparing your ink and colors, it will be 
helpful to “play” with your brushes before you begin to 
think about painting. This preparatory exercise of the 
hand may lead the artist into a proper mood. 

Hold the handle of the brush a little below the center. 
Place it between the thumb and first finger, resting the 
lower part on the nail of the third finger. The second 
finger rests on the handle just below the first. The 
thumb braces the handle. 

The brush may be held upright, perpendicular to the 
paper when making dots and curved or straight lines. In 
this position the brush should be held firmly. 

For making side-strokes, rectangular lines, and 
shallow, flat figures, hold the brush loosely in horizontal 
position, with the palm of the hand turned toward the 


body. The stroke is made with pressure on the whole 
brush, from point to base. 

Finger movements are used to manipulate the brush 
when making short lines, small points, and dots. The arm 
directs the brush in making long lines and heavy strokes. 
When painting a large picture, the artist should stand and 
lean over the table. This position enables him to make 
free movements of the arm and hand, and permits the 
whole body to work in coordination. Depending upon 
the subject, strokes are made either light or heavy, either 
fast or slow. The technique should be decided upon in 
advance, so that the artist may proceed with confidence. 

There is a Chinese saying, “In planning be carefyl and 
deliberate, but when the brush is in hand show courage 
and self-confidence.” Another offers further advice: “In 
grinding ink use slow, long-drawn-out movements, such 
as a weary person might employ in his labor; but when 
holding the brush, work as if you were a courageous 
hero.” If the artist is to follow this advice and proceed 
in this manner, he must have planned the composition 
well in advance. 
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Since Chinese painting and calligraphy are sister arts, 
the Chinese scholar who paints is almost always an 
accomplished calligrapher, Our written ee uses — 
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artistically, and for this reason the works of 


calligraphers have been treasured throughow 
history. 从 YPainting 1. Lotus. To paint the stems, veins, and grass, a pointec 


Through assiduous study and long practices. the hand YN") ~ “brush was used. This was held in a vertical position. A large: 
of the artist should acquire such facility inh n dř the > push, with the bristle fanned out, was used to paint the leave: 
brush hat ‘is umindand hand are left Avo ff t JX: d for this area the whole arm was moved. For the center of the 

W y: ER O J X L flower and the small markings on the stems, a small brush anc 


express his thoughts. This is of the utomost im rian CB. 7 "2 only finger and wrist movements were required. 


Only after rigorous training may be gain firm a 
balanced control of the brush. He should take such 
exercises as these: press and lift, push and pull, turn * 
and twist, dash and sweep. 


Traditional ways of holding the brush. 
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Painting 2. Plum Blossoms. The strokes depicting the tree trunk 
and branches were done in a vigorous fashion to express strength 
and virility. The blossoms and birds add decorative touches of 


color. 
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Painging 3. Rooster and Hollyhock. This illustration demon- 
strates the use of light and dark ink simultaneously. The techni- 
que is to be seen on the feathers of the breast, legs, and tail of 
the cock, and also on the leaves of the hollyhock. After the 
bristle was charged with water, just the point was dipped in ink, 
so that the stroke started out dark and became lighter as the 
whole of the bristle was pressed down. 
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PAINTING WITH BLACK INK 
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of artistic expression. 

There are five shadings of black ink, involving grada- 
tions of depth from jet black to light gray. These are 
dependent upon the amount of water carried on the 
brush, as follows: 


Heavy black. To obtain this value a dry brush is 
dipped in the ink. 

Strong black. A wet brush with the water squeezed 
out is dipped in the ink. 

Medium black. Place a small amount of ink on a dish 
and add a few drops of water. 

Light balck (gray). Use approximately half water and 
half ink. 

Very light black (light gray). Use mostly water with a 
few drops of ink. 


These gradations are used to show vitality, perspective, 
and spontaneity in a painting. Beauty of line can be 
expressed by their effective use. It requires great skill 
and good judgment on the part of the artist to produce 
the various ink values and tone qualities. Ancient 
scholars have felt that these gradations suggest all varia- 
tions of color. Only a fine artist can express mellowness, 
richness, and softness in black ink. 
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There are two methods of using ink on a wet brush: 

Heavy black and light black may be applied separate- 
ly, to show dark and light objects. (See painting 6.) 

They may be applied simultaneously. Dip the brush 
first in water and then in thick, black ink. Upon applica- 
tion the brush stroke is dark at first, and becomes 
progressively lighter. Or the stroke thus applied may 
show an interesting blending of light and dark through- 
out (See paintings 3, 4, 5, 7.) 

A wet brush with light or dark ink is comparatively 
easy to manipulate, but a student may often have 
trouble with a dry brush at first. The brush should be 
dipped into ink, most of which is then removed by 
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Paintings 4 and 5. Bird and Butterfly; Banana Palms. Here again 
dark and light ink have been used in combination. The entire 
bristle was dipped in water, and then just the tip was lightly 
touched in ink to produce the monochromatic shadings. 


‘ubbing on a blotter or scrap paper. Strokes executed 
vith a brush prepared in this manner impart-a mottled 
ffect; they give a lifelike quality and spontaneous 
simplicity to a painting. A partially dried brush may 
eave parts of the stroke broken or open, but the 
continuity of idea is there. Differences in texture and 
hading, and the subtle nuances of ink tones, produce a 
nost pleasing effect. Many old masters enjoyed painting 
n this manner. 

Sometimes the outline of a composition is made with 
yrush strokes using black ink, and colors are added as 
accents. Ink is often used sparingly in the outline, and 
larker strokes are added for natural contrasts. .(See 
xainting 27.) During the T'ang Dynasty Li Cheng used 
nk so sparingly that it was said that he saved it as if it 
were gold. His aim was the utmost restraint and simplici- 
ty. Wang Chieh, another artist of that time, used ink 
zenerously, and his work looks as though he had poured 
it on. He did this to show greatness, boldness, and 
character. The painter should understand these two 
Doints of approach. He will then know when it is 
appropriate to use ink profusely, and when he should be 
2conomical with it. 
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6. "Longevity." A light ink (black ink mixed with 
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Painting 7. Bamboo. To paint the branches the brush was dipped 
in light ink, then the bristle was fanned out and dipped first on 
its left side and then on its right in a little darker ink, The 
illustration demonstrates the use of light and dark ink in 
combination. 
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PAINTING WITH COLOR 
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«^ Qhinese painting is known for its richness in the use 
of soft colors, which tend to subordinate all the ele- 
ments, of a picture into a harmonious whole. This is in 

eping with the spiritual values desired by the Chinese. 
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"offen indulged in color abstractions, a rendering of self- 
tones of a single color. 

The student must learn the essentials of color mixing, 
color matching, and color application, both. in producing 
monochromatic effects and in the use of many colors. 
Monochromatic painting with color follows the same 
technique that has been described for the use of black 
ink, on pages 27 and 28. Wet the brush in water and dip 
just its tip in color. On paper the first part of the stroke 
will show a deep color tone, with the lightest color at 
the base of the stroke, and with various shadings in 
between. This procedure can be reversed by charging the 
whole brush with color, then dipping its point in water. 
The ensuing brush stroke will show color in lighter tone 
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Painging 8. Taro and White Hen, The bird in this illustration 
demonstrates a happy use of white pigment, Heavy white was 


placed on the back and wings of the hen, and lighter white on at the beginning, gradually deepening with greater brilli- 
the other parts. Touches of grayed white were applied simul- ance at the base. Subtle and exquisite nuances may be 
taneously to produce fluffy feathers. produced in this manner. 


In the past, Chinese painters have not made much use 
of white, because they thought of it as a flat color with 
few nuances. However, highly effective results can be 
ogtained by using white paint on off-white or tinted 
papers. | have enjoyed painting with white, and have 
taught many students the following technique. Use 
white paint as you would black ink; in other words, 
strive for variations in tone, making some parts of the 
stroke heavy, other parts light. Do not apply it in an 


Painting 9. Taro and Wisteria. The wisteria (right) is in 
shades of purple, made with a mixture of red and blue water 
color. A clean brush was charged with white water color; then 
the point was dipped in the purple and brushed onto the paper. 
For the leaf (left), a clean brush was charged with blue-green 
pigment, and just the point depped in red. The stem was painted 


Painting 10. Leaves. These are four practice plates 
showing the combination of different colors in one stroke: 
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The bristle was first charged in yellow, then the point was 
dipped in red. 

The brush was dipped in yellow and the point in blue. 
The brush was dipped in red and just the tip in black ink, 
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starting at the top and moving toward the bottom, with the 
result that the upper part came out mostly red, the lower part 
mostly blue-green. The stroke was started with a fine, light 
touch, which gradually broadened into a heavier line at the 
bottom. 


4. The brush was first dipped in yellow, then in blue, and 
lastly just the tip in red. 


For this technique it is most important not to mix the colors 
before-hand. If the brush is dipped into the colors separately, 
the colors will arrange themselves on the paper in blends and 
textures as the brush stroke is applied. 
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even tone (just one shade of white), or the stroke will 
turn out to be stiff and flat. The intensity of white will 
vary according to the wetness or dryness of the brush. 
(See paintings 8, 11.) 

Two or more colors can be used on the same brush 
and can be applied to the paper in a single stroke. Dip 
the damp brush lightly in one color, then in another, and 
even in a third or fourth if you wish. Moving over the 
surface, the colors may be mixed on the brush as you 


Painting 11. Peacock. White pigment and black ink are opposites, 
and, while old Chinese masters did not mix the two in the 
manner shown here, the combination may, nevertheless, be most 
effective. A tinted paper is recommended, for white pigment 
does not of course show up well on a pure white background. 


paint, and all of them will be brought out and blended. 
This mixing of colors will produce new tones and shades 
without distinguishing lines between them, and often the 
most intricate and exquisite shadings will be produced. 
It must be emphasized that the paints are not to be 
mixed in the dish beforehand if this effect is desired. But 
if the artist dips his brush in blue, and then in red, one 
portion of the brush stroke will be blue and another red, 
with a soft blending of both colors as well. The effect of 
these subtle transitional hues of red-violet, violet, and 
violet-blue can be attained only by the most skillful 
handling of the brush. (See paintings 9, 10, 13, 19.) 

There is still another method of using two colors 
simultaneously which may prove effective. If you use 
a brush with a broad tip, with a different color on each 
side, the strokes will produce parallel lines which greatly 
accentuate the form and accent of an object. (See 
painting 7.) Wise choice of contrasting colors is obvious- 
ly required for this technique, as well as brush mastery. 

In Painting the feathers of birds, | have always tried 
to produce a fluffy and soft effect. After some experi- 
mentation | have found that the following procedure 
produces the desired texture. Place a little white pigment 
in a dish, add a dash of black ink, and mix them only 
partially, never thoroughly. Use of the half-mixed white 
and black produce luminous grayish tones which makes 
the feathers seem vibrantly alive. (See painting 8.) 
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Painting 12. Cypress Trees. Here the trees are accented with 
stone blue, an opaque mineral paint. They were first outlined in 
light black ink; then when this was thoroughly dry the blue was 
brushed in, in small firm strokes. The scene in the background 
was washed in first. 


Painting 13. Cinerarias, These flowers were painted 
with a brush dipped first in white pigment, then in blue, and 
next in red at the tip. The cineraria leaves were painted in a 
combination of brown, yellow, and blue pigments combined on 
the brush, Darker parts of the leaves have more blue, while the 
lighter have more brown and yellow. 


‘Galo Be 
Py Hane 


a> 
v 

bud] 
C 


SAR We ie Belk O se odi nih 
BAD 


LÍ 


` 


AOS AA ANA s D NOK ely 
BD Ne RB ot Wy ADN Oh 


11 


12 


SE y M v 208 ER 


By BER Th e Re NE 


a wW 


4 
4 


Di 
E E Wy. WB Ree 


E 
ex 
Je 
c 
X 


= EN A 


NHÍED Es 
E 


Ae Se SE By oy 


~ 
^ 


HRD WH We Ai wy 


Painting 14, Sunflowers. An example of the Mo Ku method of 
painting. The sunflowers and leaves were painted with a large 
brush held in a slanting position with its bristle fanned out. For 
the veins of the leaves, the brush (slightly wetter) was held 
vertically, and arm movements were used. 
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Painting 15. Mother Hen. An example combining the Mo Ku and 
Ke Le techniques. The hen was painted in Mo Ku style with a 
bristle brush fully fanned out. Working from head to body, dark 
to light gradations of ink were applied. Dark ink was then added 
on the wings and tail. The baby chicks represent Ke Le or 
outline painting. Here light ink was used to draw the simple 
outline, and color applied later in the enclosed areas. 
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Painting 16. Baby Chicks. A Mo Ku painting. No outline was 
drawn in this case. Comparison with the young birds in painting 
15 shows the wide difference in techniques. 
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There are two basic techniques in Chinese painting, 
Kung Pi, which is stylized, and Hsieh-i, which the 
Chinese call the free-brush method. Paintings in the 
Kung Pi manner are characterized by great detail, and 
the work is done with slow, fine strokes of the brush. 
The famed T'ang Dynasty painter Li Ssu-hsun once 
painted a landscape called “Chialing Chiang” on which 
he worked for five days to complete the mountains, and 
as many more on the water. The result was a precise 
water color showing everything in great detail. (See 
paintings 23, 25.) 

In direct contrast to the Kung Pi style, the Hsieh-i 
artist paints freely and boldly. He knows his subject 
well, and with the picture he wants to paint firmly 
established in his mind he executes it rapidly and with 
great apparent ease. Only essential details are shown, and 
the forms produced are full of spontaneity and life. (See 
paintings 24, 26.) In cortrast to the meticulous and slow 
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procedure of Li Ssu-hsun described above, another 
famous painter of the T’ang Dynasty, Wu Tao-tzu, took 
only one day to complete the same subject in the Hsieh- 
i style. According to the emperor who commissioned the 
two artists to portray the identical scene, both paintings 
were equally good. Hsieh-i may be said to be a free inter- 
pretation of nature. The artist must have asure hand, and 
a memory trained to the highest point. He studies his 
subject, then paints from memory only what he consi- 
ders the essential elements, using the fewest possible 
strokes. With complete mastery of his brush and his 
color technique, he will attain perfect coordination of 
mind and hand. 

There are three other terms commonly encountered 
in discussions of Chinese painting techniques. These are 
Ke Le, Pai Miao, and Mo Ku. Ke Le involves drawing the 
outline of an object and then filling in the enclosed area 
with color. (See paintings 20, 27.) Pai Miao means 
deawing the outline without adding color. Mo Ku 
signifies a painting that has no outline work; literally 


Painting 17. Hen and Bouvardias. Here the same technique was 
employed as for the hen in painting 15. The background flowers 
were first executed in outline. The detailed work on them, and 
the free-hand style employed for the bird, shows the Kung Pi 
and Hsieh-i techniques in combination. 


translated from the Chinese, it means a 'boneless" paint- 
ing, but it is by no means as unattractive as this term 


sounds. The painter works directly with color or ink on 
his brush, without previously sketching an outline to 
follow. This method, which shows strength and elegance 
in the freehand strokes of the brush, requires a great deal 
of skill. In executing broad washes or masses, the painter 
concentrates on the essentials, a method diametrically 
opposed to the elaborate, detailed procedure followed in 
Ke Le or Pai Miao. (See paintings 14, 16, 18, 21, 22.) 

Sometimes we find a combination of Ke Le and Mo 
Ku in one painting, and this can result in interesting 
contrasts. Often, too, we find that a beginner draws only 
the outline of an object, as a first step in learning. Later, 
when he is thoroughly familiar with the subject matter, 
he may paint it again freely, omitting the outline. 
Various combinations of brushwork, form, and color, all 
in one painting, produce fascinating results. Unity and 
variety, harmony and contrast, must always be borne 
in mind. (See paintings 15, 17.) 
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Painting 18. Pink Roses. The petals in this Mo Ku painting were 
made with pink[ when the paint was thoroughly dry, the light 
and dark accents were added in white and red. 


Painting 19. Rose. Here the flower was painted with a brush 
dipped first in light green, then in red. The colors blended on the 
paper and ended in mostly green on the lower petal. Blue and 
yellow were combined for the leaves, with more blue used for 
the darker leaves. The lighter hues were achieved by adding more 
water to the pigments. The young, tender leaves were painted 
with a touch of red and brown. 
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Painting 20. Roses. Painted in the Ke Li technique. A brush with 
a stiff point was held firmly, and the same pressure on finger 
movements was applied from beginning to end. Light ink was 
used for the flowers and darker ink for the leaves and stems. 
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Paintings 21 and 22. Crabapple Blossoms; Grapes and Bluebird. 
Two paintings in the Mo Ku technique. 
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Paintings 23 and 24. Peonies. The flower on the right was done 
in the Mo Ku and Hiseh-i style, and the one on the left in the Ke 
Le and Kung Pi technique. 
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Paintings 25 and 26. Parrots. The picture on the right was 
executed in the Mo Ku and Hsieh-i technique, and the one on 
the left in the Ke Le and detailed Kung Pi style, 


Painting 27. Chinese Lilies. A monochromatic study, painted in 
the Ke Le method. The outlines of the flowers were drawn in 
light ink, the centers in dark ink, as were the outline of the 
leaves. Next, lighter ink was brushed on to fill the enclosed areas 
of the leaves and petals. The entire painting was done in shades 
of gray from light to dark. 
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Painting 28 and 29. Mountains; Babbling Brook. Two paintings 
illustrating different kinds of strokes. The one above, painted 
with the free-brush technique, has spontaneity and strength; the 
one below, executed slowly and meticulously, is less spontane- 
ous, yet shows virility of line. 
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A line or brush stroke may be long and thin or short 
and wide; even a dot may be considered a short line. 
Lines, either straight or curving, reproduce the shapes of 
all of the objects an artist wishes to paint. His skill is 
judged largely by the combination of suppleness and 
firmness that is indicated by his brush strokes. A paint- 
ing of merit shows brushwork which has softness and 
harmony and at the same time gives the appearance of 
virility. Strokes which appear delicate may, paradoxical- 
ly, exhibit great strength. More than any other element, 
the brush stroke embodies the technique of Chinese art. 
(See painting 29.) 

As mentioned earlier, Ke Le paintings represent pure 
outline drawing, and are therefore fundamentally linear 
in character. They depend entirely upon the beauty of 
the stroke to attain the rhythm for which they are 
noted. Line brings out the contour to produce the illu- 
sion of perfect modeling. The thickness or thinness of 
the line depends on the pressure of the hand. In his free 
and eloquent brush strokes the artist may exert all his 
strength, starting from the shoulder and coursing down 
through his fingers to the tip of his brush. He must have 
a sure hand, for every stroke shows on the porous paper 
or silk, and there is no way of cirrecting an error. The 
Student should aim for form, balance, and strength of 
stroke. His work will attain sweep and rhythm as he 
technique of changing the pressure on his brush, so that 
the ink may spread in broad masses or in delicately 
shaded lines without interrupting their flow. 

Mo Ku painting, though it does not employ outline as 
the starting point of a composition, is nevertheless made 
up of narrow or wide lines of varying character. Here 
the firmness of the brush stroke plays an equally im- 


portant part. (See paintings 28, 31.) A fine, thin line, a 
jagged line, a thick, heavy line, a soft, light line—each 
produces an entirely different effect. The whole mood 
of the painting is set by the quality of its lines. (See 
paintings 30, 32, 33.) 

One may get an idea of the importance of line in 
Chinese painting by citing the following example. If an 
artist should paint a flower with meticulous care, he 
would reproduce its form perfectly but would probably 
not be placing emphasis on beauty of stroke. The result 
might be an exact copy, but would possess little feeling 


of growth and originality; it would be stiff and lacking in 
grace. Conversely, an artist might have only the quality 
of stroke in his mind, and pay little attention to the 
structure of his subject; the beauty of his strokes would 
be there, but the likeness would be inadequate. If he 
must err in one direction or the other, perhaps it is 
better for the artist to concentrate on beautiful strokes 
which are in themselves elegant, fluid, pleasing to the 
eye, rather than to paint a picture which is accurate and 
dull. (See paintings 34, 35.) But his ideal purpose should 
be to produce a combination of animation and faithful- 
ness to physical detail, a painting whose beautiful 
strokes combine to present a good likeness of the 
subject. Such strokes provide the flowing rhythm and 
suspended motion that suggest the movement and 
continuity of living things. Brush strokes light and dark, 
wet and dry, heavy and thin, curved and straight, all 
with varied spacing—these the artist may achieve through 
long practice until his work shows power, flexibility, 
gracefulness, and balance. 
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Painting 30. Windblown Trees. The windblown effect was 
obtained by the use of thin and heavy lines. The strokes were 
«xecuted freely and quickly, giving a lifelike quality to the 
subject. The trunks, not affected by the blowing of the wind, 
were painted in their natural growing position. In keeping with 
the direction of the wind the grass and small chrysanthemums 
lean the same as the branches and leaves. 
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Painting 31. Eagle. A study showing great virility of stroke. To 
achieve this, the artist must have decided not only on the subject 
but on the exact type of strokes to be employed. He can then 
paint with confidence and courage. Both these qualities are 
discernible in strokes of the painting. 


Paintings 32 and 33. Old Pine; Orchids. A study in contrasts. In 
the first painting heavy dark colors and broken lines depict the 
age and strength of an ancient cypress tree. In the painting of the 
two orchids, light strokes and soft colors were used to show 


two orchids, light strokes and soft colors were used to show 
tenderness and delicacy. 
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Paintings 34 and 35. “New Year Greetings”; Floral Arrange- 
ments. The first gives the actual appearance of the containers 
and their contents by means of meticulously executed strokes. 
In the second painting the objects, which are not as carefully 
painted, produce a more animated effect with greater originality. 
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Paintings 36, 37, and 38. Grapes, Birds, and Blossoms. These 
three pictures show how subject matter can be combined. The 
birds in the painting above and the grapes in the painting below 
are brought together and rearranged in the composition at left. 
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From ancient times to the present, Chinese artists 
have copied old masterpieces as a way of learning 
techniques, In following this procedure the student 
should not merely be making mechanical imitations; he 
should be striving to understand the skills of the painters 
of these older works of art, and his efforts should 
produce re-creations of the originals, painted with 
thought and intelligence. After learning how the great 
masters have worked, the young artist must gain com- 
plete mastery of the brush before it will respond to the 
commands of his mind. He may then consider himself 
adequately equipped to create independently. 

There are three ways by which a student can copy 
another artist’s work while learning. He may reproduce 
the painting in entirety—strokes, composition, colors; 
this may be useful to the beginner. Or he might copy 
only a portion of the painting, after dividing the com- 
position into its component parts. With added experi- 
ence he may find it desirable to select parts of more than 
one painting, and combine them into a new and com- 
plete study. (See paintings 36, 37, 38, 39, 40, 41.) This 
step will help the beginner to learn more about composi- 
tion. If at this stage of his development a young artist 


particularly admires the strokes or colors used in the 
painting of another, he may profitably copy them in his 
own work. As an example, let us suppose that trees are 
an important part of a finished painting, and that the 
strokes used in painting them are of interest to the 
amateur. By way of experimentation he may adapt these 
strokes to his painting of flowers, with highly satisfac- 
tory results. Or it may be a beautiful and unusual 
combination of colors which attracts his attention, and 
which he may introduce into his own studies to advan- 
tage. 

This approach to the appreciation of the paintings of 
others may be helpful to the experienced artist as well 
as to the beginner. One of my students once submitted 
to me a study he had just finished. In it he had used 
several shades of green to paint large lotus leaves, and 
then for color contrast he had added a red bud of the 
lotus blossom. The color combination was so striking 
that | at once adapted it in a painting of my own show- 
ing banana trees. The lovely fringed leaves were painted 
in shades of green, and for contrast | added a red 
dragonfly. Next day | showed my painting to the 
student who had painted the lotus, saying, “You see, | 
have learned from you too. | have adapted your 
technique." The boy answered, “Why no, master, | have 
never painted banana leaves with a dragonfly.’’ Where- 
upon | explained that | had not copied his composition, 
but had only borrowed his idea of color combination. 

In actual fact an artist sees new subjects to paint in 
every museum or gallery he visits. The techniques, 
colors, themes used by others are constantly suggesting 
procedures that can be adapted to his own use. If he is 
also constnatly suggesting procedures that can be adapt- 
ed to his own use, If he is also constantly studying 
nature with a discerning eye, and storing what he sees in 
his mind, he will be able to transform this wealth of 
material, together with his innermost feeling, into a 
painting filled with rhythm, spontaneity, and living 
beauty, The Chinese have this to say about an artist: 
"He must have read ten thousand volumes and he must 
have traveled ten thousand miles before he is capable of 
interpreting and expressing his own feeling." In dis- 
cussing the background of an artist | have frequently 
drawn upon this analogy: the silkworm feeds upon 
mulberry leaves, and after due process of digestion 
changes this material into silk; in similar fashion, the 
artist calls from memory material absorbed through keen 
study of the world about him, and transposes his 
knowledge into the desired end result, a dynamic 
painting. 

A word of caution regarding copying may be added 
for the student. In the end, every artist must find his 
own means of expression, however closely his style may 
follow that of a master or of a school of art. If copying 


and imitation are continued beyond his days of learning, 
he may become so dependent upon this crutch that his 
creative ability will slowly become devitalized. He must 
ever bear in mind that while technique may be learned 
from his ancestors, inspiration comes directly from 
nature. Other artists’ paintings may inspire the serious 
student, and stimulate his imagination by revealing new 
methods. It may not be difficult to reproduce the art 
form of another’s work, but to capture and transfer the 
spirit is another matter. 


Paintings 39 and 40. “Inspiration Point”; Sunset. Another 
illustration of “borrowing.” At first glance the picture at the left 
appears to be quite different from the one above. However, 
closer examination shows that the rocks in the foreground are 
imilar. The setting sun over distant mountains, and the figures 
and other foreground details, have been added to provide a new 
composition, 
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Painting 41. Summer. A third variation shows a change in the 
position of the rock and the figures. In addition, a waterfall 
takes the place of the background mountains and sunset, 
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Paintings 42, 43, 44, 45, and 46, Geese. Components of the 
painting on the facing page are reproduced here as separate 
studies. These units may remain as complete pictures in them- 
selves or they may be recombined to produce new compositions. 
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Painting 47. Chrysanthemums. Six pictures illustrate 
the importance of spacing and the development of loose and 
heavy masses. These principles are used in Chinese flower 
arrangement as well as in painting; the artist can rearrange 
branches and clusters of flowers to produce just the effect he 
desires. 
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Composition involves bringing together the various 
elements of a subject and placing them in a pleasing 
arrangement; it is the structure or framework upon 
which a work of art is built. Harmonious relationships 
of the component parts create the desired result, a sense 
of unity. There must be balance and harmony in a 
composition, but it must not be static. In Chinese art the 
painter strives for perfect rhythm in composition, His 
picture should have a grouping of objects in harmony so 
that a viewer could take out almost any part of it and 
still see a well balanced composition in what remains. 
(See paintings 42, 43, 44, 45, 46.) 

The artist should have in mind all the important 
features and characteristics of his subject before he starts 
to work. He may then proceed to compose his picture 
with due regard for spacing, symmetry, and selection. 


Spacing may be used to emphasize the values and 
proportions of his subject. Unfilled portions of a picture 
do not necessarily represent merely empty space, for the 
imagination of the observer supplies the details as his 
thoughts are drawn from the concrete to the non-visible. 
The shapes of spaces may assume an importance scarcely 
less than the shapes of features to be protrayed, and may 
be made to play an integral part in composition. Proper 
spacing will create an inexpressible richness in calm and 
reposefulness. A painting should have open as well as 
heavily massed parts, and the open areas must be ba- 
lanced in strength by the heavy elements. Proper 
spacing, in the words of a Chinese saying, will be ‘‘so 
solidly grouped that not even the wind can pass, yet so 
open that a horse may walk through it.” (See paintings 
48, 49, 50, 51, 53, 54, 55, 56, 57, 58.) 


The concept of symmetry should not be taken to 
indicate that there will always be complete equilibrium 
in the arrangement of a painting. The balance required is 
not one of absolute symmetry, but involves rather an 
artistic license of variation. Complete regularity of form 
and arrangement should usually be avoided. If a painter 
places two trees in his landscape, one should be made 
taller than the other. Two rocks of the same size and 
shape produce a much less interesting effect than those 
which show irregularity. In fact the principle of irregu- 
larity should prevail in the arrangement of subject 
matter. Subordination of some parts of a subject tends 
to create rhythm which is mobile and temporal. There 
must be full recognition of the relations of principal and 
subordinate parts of a subject if this sound rule of 
composition is to be successfully applied. (See paintings 
47,52.) 

A painter need not always reproduce exactly what he 
sees in a landscape, nor the grouping of all of the objects 
present. He must learn to select the mountains, the 
expanses of water, the human figures which are of 
parimary interest and which are most suitable to the 
subject of his painting. He must build his picture around 
the essentials. In acquiring this skill of selectivity there is 
no substitute for constant observation, practice sketch- 
ing, studying what other artists have done to produce 
pleasing results. A sense of values must be developed. 
A distinguishing contrast of color or form can make 
some features outstanding in contrast to their surround- 
ings. And it must be borne in mind that ''the hand 
cannot execute what the mind has not experienced." 

While it is hard to formulate a set of rules, the follow- 
ing procedure may be recommended to the artist wishing 
to paint a landscape. At the outset he should study the 
scene as a whole; he must decide, before he takes up his 
brushes and colors, which elements are vital and interest- 
ing, and be prepared to omit those which are not. If 
many objects are included, the painting may become 
cluttered and too “busy.” Such “spottiness” involves a 
violation of the basic principles of composition. In 
composing his painting, the artist must always be 
concerned with balance, harmony, and proper spacing. 
Life and movement must be depicted with a minimum 
of strokes if his work is to have a dynamic quality. He 
should paint rapidly and confidently, and yet with 
restraint. 

It was the desire of CHinese artists in early times to 
express a continuity of life, a spirit of immortality. 
Nature provided both the subjects and the inspiration. In 
our later years we must still turn to the world about us 
if we are to acquire the feeling for design and rhythm 
that characterizes the work of the old masters. 
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Painting 48. Doves. These four compositions, which 
exhibit heavy massing, loose structure, and high and low parts, 
represent another lesson on grouping and spacing. Evenness of 
height and excess of material are underirable. 
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Paintings 49 and 50. Autumn Willow; Ducks. Here again the 
importance of spacing is to be noted. In the example on page 62 
the grace and beauty of the willow branches could not be seen 
if there were not empty spaces. In the painting on this page the 


eye is drawn immediately to the heads of the two ducks, which 
have clarity and brilliance because of the empty space around 


them, 
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Painting 51. “Visit to the 
Temple." Since this lands- 
cape is composed of many 
subjects, it was necessary to 
break up the heavy massing 
of the mountains and trees. 
Mist was introduced to give 
a feeling of space between 
the two groups; otherwise, 
the mountains would appear 
top-heavy. 


Painting 52. “A Winter Scene." The tree on the left with its 
trunk and many branches indicates the heavy massed area in 
this composition. The sky and water serve as empty space which 
sets off the trees, The small tree on the right indicates the lower 
level of the hill. This is another example of grouping, spacing, 
and picturing different levels in a landscape. 
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Paintings 59 and (opposite) 60. Crane; Lotus and Kingfisher. 
Two pictures demonstrating simplicity in composition and 
stroke. To obtain this quality all unrelated or non-essential 
strokes must first be eliminated. Only those strokes that are 
absolutely necessary to form each object are left in the paintings. 
Then, with care, a few embellishments are added in appropriate 
places. 
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Paintings 53, 54, 55, 56, 57, and 58, Birds, Flowers, and La- 
ndscapes. Six compositions exemplifying compact arrangement 
and proper spacing. Note how the heavy structure may be 
above or below, at right or left in the composition. 
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Stroke has been discussed as an inherent part of 
Chinese painting in Chapter 6. We may now consider one 
of the essential features of a stroke, its simplicity. The 
Chinese consider simplicity to be the epitome of refine- 
ment. Li Cheng had this in mind when he said, “Ink is as 
valuable as gold.” He did not use excess ink, or many 
strokes. He was working for simplicity. Chinese art is 
subjective and highly symbolical. Overemphasis of its 
implications would be vulgar. Furthermore, the Chinese 
method of painting from memory is most effective in 
eliminating immaterial details, So the absence of osten- 
tation and complexity in line, color, and design has 
come to be the rule for a successful painting, and 
accounts for its sincerity and naturalness (See paintings 
59, 60, 65, 66.) 


The free-flowing stroke in a beautiful picture looks 
almost careless, but in reality is the result of long years 
of laborious drills and exercises. Great art is always 
simple, never obscure and confused. To say much with 
little is its highest aim. When there are many details in 
a painting, the beauty of strokes and the harmony of 
colors cannot be seen. The qualities of living beauty and 
spontaneity in a painting do not come as accidents, but 
are carefully planned. (See paintings 61, 62, 63.) 

Keeping simplicity in mind, an artist must exercise 
great care in executing strokes and in his use of color. 
A “busy” painting with redundancy of strokes is the 
work of an amateur. It may not be easy for the young 
painter to achieve simplicity of stroke and design, but 
young and old alike should strive for it. The more un- 
pretentious the motif, the better. Proper spacing and 
restraint in arrangement provide the framework for high 
expression; an empty area can be made eloquent. (See 
paintings 64, 67, 68.) 

To summarize, the artist should aim for sparseness in 
the number of features used to convey his ideas. The 
fundamental value of simplicity cannot be overempha- 
sized. 
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Painting 61. Fish. A study plate showing essential strokes in the 
painting of a fish. The first stroke makes the upper part of the 
body; the second forms the belly; finally the head, tail, and fins 
are added. The first and second strokes are executed quickly in 
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order to obtain a watery appearance, and close together so they 
blend into. a single unit instead of appearing as two distinct 
sections. The other parts of the fish can be painted separately at 
a more leisurely pace. 
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Painting 62. “Swimming Group." The fish in this picture were 
painted by the simple method demonstrated above. 


Painting 63. “Swimming Pair." A third example of fish painting 
done in the same manner. After the two fish were outlined and 
the colors had dried, a wide brush was used to paint the 
surrounding water. 


Painting 64. Catfish. The shape of these fish required a slightly 
different technique. With a very wet brush several light strokes 
were blended together on the paper. Darker areas were added 
while the first strokes were still wet, The simplicity of the 
composition resembles the other examples shown on these pages. 
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Painting 65. Brids. THis study plate demonstrates the easiest way the bird. Then the beak, eye, wing, tail, and feet are added. Light 
to paint a small bird. The first stroke makes the head, the second color was used for the first group of strokes and dark color for 
forms the breast, and the third shapes the back. These three the details. 

parts produce the shape of an egg, which comprises the body of 


Es 


Painting 66. Birds on a Willow Branch. Painted in the same 
manner as shown on the opposite page. 
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Painting 67. “Waiting.” To keep the bird as the center of interest 
here, just a few willow branches and leaves were added to 
produce a simple background in the same tones of color. 
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Painting 68. Dove. The bird is perched on a branch of 
quince with blossoms and leaves. The design employs contrasting 
bold and soft strokes and colors. 
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Background work may be effectively employed to 
induce perspective. During the T’ang and Sung dynasties 
it was customary for artists to paint in background 
scenes to provide spatial depth. At this time silk was 
being used, and there was no difficulty in executing 
strokes to delineate clouds, mountains, and streams. But 
after the invention of paper and its use by artists, it was 
impossible to continue the use of backgrounds, for the 
paper was an absorbent type not suited to line painting. 
So in this period abstract design was used to depict 
distant features. Eventually a non-absorbent paper was 
produced, and from that time on the artist could paint 
anything he desired. 
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For background washes, select a wide brush and 
apply the pigments faintly, with overlapping strokes so 
as to leave no lines of demarcation. This smooth and 
even background should be set aside to dry before the 
foreground features are painted in. (See paintings 69, 70, 
71, 72, 73, 74.) 
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Painting 70. Snow Pine. Here again the background was painted , 
in light blue. After this had dried, subtle tones of ink were used : 
to paint the pine tree and the cranes. Finally white pigment was 
applied sparingly on certain parts and more heavily on others to 
avoid a stiff appearance. 


Painting 69, Pear Blossoms. The sky was first painted 
in a light blue color. Lines of demarcation were avoided and 
carefully overlapped strokes made a smooth, even background, 
When the paint was completely dry, the branches and blossoms 
were added. 
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Painting 71. Water Lilies. Green (made from yellow and blue, 
with a touch of black) was used for the background. When this 
was thoroughly dry the water lilies were painted with white and 
tints of red. 


Painting 72. “Minsty Mountains." In this landscape the 
mountains and trees were painted first, then light green and 
touches of brown filled the background, except for the cloud 
areas. When the painting was dry, the two figures at left were 
added and various finishing touches were made to accent the 
outlines and colors. 
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Painting 73. ‘‘Autumn River.” Two dishes of pigment were 
prepared for the background here: one filled with light green, 
the other with a mixture of brown and yellow. First the green 
pgiment was washed into the paper with spaces left for the 
brown-yellow areas. Slightly overlapping strokes allowed the 
two colors to blend, avoiding a stiff dividing line, which would 
have been underirable. 
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Painting 74. “Autumn Birches.” For the background wash in this 
sunset scene, three colors were used—light green, light brown, 
and light red. The colors were laid on and blended with a wide 
brush. The foreground was painted later with a pointed brush, 
using opaque white for the trunks of the trees and for the 
breast and wing tips of the bird. 
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